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Abstract 
This investigation uses a phenomenological framework to explore how an engagement with 
artistic process might create a meeting point through which to consider the internal and 
external environments.  
As a practice-led research project, it is the identification and exploration of artistic process 
that has led and revealed the theoretical issues to be explored alongside the creation of studio 
work. The shifting, interwoven oscillation between analytical and intuitive components that 
occurs in both conceptual underpinnings and the central processes of making, are recognised 
as being interdependent and mutually beneficial. This reflects both the nature of creative 
practice and artistic process, that is influential in both the realisation and progression of the 
theoretical and studio based outcomes. Significantly mark-making is established as a way of 
co-incidentally entering and extending the intuitive state while engaged in artistic activity. 
Those engaged with artistic practice are well placed to move between and across boundaries, 
absorbing and combining knowledge. Individual growth when shared, contributes back to the 
wider network of knowledge that feeds realisation and development of insight, both within the 
field of visual art and in other disciplines.  
The resulting body of work reveals the intuitive artistic development which is realised 
through a commitment to, and engagement with, individual artistic process. This investigation 
strengthens acceptance of self in its perfect state of imperfection, ultimately reflected in the 
wider process of creation going on both within and around all of us. The processes of creating 
art and creating self are therefore linked through engagement with materials and an awareness 
of the place where all things meet, the work.  
Realisation of the significance of art practice and the subsequently heightened focus on 
discovery, change and adaptability, aids physical and emotional recovery following adversity 
and raises areas of potential research for the future. 
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Preface 
Towards the end of my first year as a postgraduate candidate, a degenerative neurological 
condition, Multiple Sclerosis (MS), once again inserted itself into my life. Diagnosed when I 
was twenty-one, most of the time I am fortunate enough to keep it on the fringe of my 
awareness, serving as a reminder of the wonder and complexity of the brain that enables a 
conscious mind in a human body. At times though, as a condition that effects the transmission 
of electrical signals in the central nervous system, MS has the capacity to limit, slowly erode, 
or all-of-a-sudden take away, physical (and or mental) capabilities that may, or may not, be 
recovered.  
The effects are different for each individual, and not yet fully understood from a medical 
perspective: there is no set pathway of progression, no guarantee that treatments will work 
and as yet, no cure. What I can emphasise is that as a visual artist who has chosen the 
appreciation and creation of art as a focus in my life, having to confront the reality of not 
being able to use my hands, those most precious of makers, and the legs with which I take 
myself into the world, is hard. However, due to the relapsing-remitting nature of my MS, with 
access to medical treatment and care, after the acute period has passed there has thankfully 
been a halt to the downward spiral of symptoms. Like all things, it passes... Rehabilitation of 
abilities then rises to the fore.  
The hole torn on arrival fades, becoming less and less significant compared to the rush of 
appreciation that pours into the space left behind. MS is not what this project is about, but 
given the timing and the phenomenological framework in use here, it has undeniably cast a 
shadow against which moments of experience are illuminated. 
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Chapter One - Introduction 
This investigation, where I am both researcher and subject, uses a phenomenological 
framework to investigate how an engagement with artistic process might create a meeting 
point through which I can consider the internal and external environments in which I reside. 
Throughout, I will consider how and why engagement with artistic process functions as a 
meeting point, both from my own perspective as an artist, and in my field of practice. This 
will include an examination of the art that I make, through which I hope to combine my 
internal world with my external experience of the world, reflecting the nature of my creative 
practice and artistic process. These ideas will be supported and extended by the theories 
discussed in Chapter Two, including intuitive modes and the development and extension of 
networks of knowledge and understanding. Mark-making as both a way of entering and 
extending the intuitive state while engaged in artistic activity, becomes increasingly 
significant as I consider this element of my artistic practice with greater understanding. 
As a practice-led research project, it is the identification and exploration of my own artistic 
process that has led and revealed the theoretical issues to be explored alongside the creation 
of studio work. In this context, I will also examine how and where my art sits in relation to 
current Australian artists as well as the broader international and historical field of art through 
identification of similarities and differences between my own artistic practice and that of 
others. I will focus in particular on the work of Agnes Martin, Kim Westcott and Janet 
Laurence. Of interest to me in everyday life, the discovery and recognition of even one aspect 
of something can reveal a network of knowledge and understanding that may have been 
previously unknown, opening new directions for exploration. This is much like the way in 
which this project came into being.  
In 2012 I began an initial series of observational drawings of a number of handpicked rocks 
collected, carried and given to me by my sister (see Fig. 1). Their history before and after they 
came into my awareness, linked me in a physical sense to a place I had never actually been, 
establishing an emotional, internal connection of significance. These rocks, studied again in 
the studio, highlighted the act of selection and intention which had illuminated them from 
among a myriad of others, sparking my initial interest in how we build networks of 
connection and understanding in relation to the varied and numerous environments we 
inhabit. Real or imagined spaces, near, far, internal or external, I set out to consider how the 
information gathered is integrated into a sense of self and an understanding of place. Central 
to this project, the physical expression of the limited perspective and experience of human 
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existence is considered theoretically and artistically, in my own life-world1, encompassing the 
creation of art that I aim to share with others. 
In Chapter Two I will consider the nature of artistic process, including intuitive mental states 
in the creation of my own work and that of the artists who have emerged as significant to this 
research. The conceptual blending theory of cognitive scientist Mark Turner, leading on from 
Arthur Koestler’s theory of bisociation in the genesis of creative thought, is useful in 
understanding the role of intuition as described by Barnaby Nelson and David Rawlings in 
their phenomenological study of the process of artistic creativity.2 
As the project unfolded, my focus shifted from an examination of the objects that held the 
first flicker of interest, to the process of artistic enquiry itself. This is reflected in the shift in 
visual outcomes from the rock drawings to abstract, stitched drawings as the investigation 
progressed. In the following chapters I will consider how artists are engaged both internally 
and externally with their environments, and how this can relate to the wider nature of 
knowing. I will highlight that individuals engaged with artistic practice are well placed to 
move between and across boundaries of time, geography, culture and personal circumstance, 
absorbing and combining knowledge. Individual growth, when shared, can contribute back to 
the wider network of knowledge that feeds realisation and development of insight, both within 
the field of visual art and in other disciplines.  
The shifting, interwoven oscillation between analytical and intuitive components that occurs 
throughout my practice, in both conceptual underpinnings and the central processes of 
making, is recognised as being complementary and mutually beneficial. This reflects the 
nature of my creative practice and my artistic process, and has been influential in both the 
realisation and progression of the theoretical and studio based outcomes, to be discussed in 
more depth. 
The findings of this research project become evident and are recorded through an active 
process of reflection on the emerging body of work, myself and the dialectic relationship 
between the two. In relation to both the conceptual and methodological investigation, and as 
the creator of the art work primarily under consideration here, I will attempt to trace the 
seemingly inseparable personal development in relation to the process of artistic development, 
                                                          
1 The life-world is a phrase used in a phenomenological view to describe the world as it is lived by the 
person, “the total interrelatedness,” p. 221. Barnaby Nelson and David Rawlings, “Its Own Reward: A 
Phenomenological Study of Artistic Creativity”, Journal of Phenomenological Psychology, 38 (2007): 
pp. 217-255.  
2 Mark Turner, The Artful Mind: Cognitive Science and the Riddle of Human Creativity. Oxford: 
Oxford University Press, 2006; Arthur Koestler, The Act of Creation. London: Pan Books, 1966; 
Nelson and Rawlings, “Its Own Reward.” 
3 
 
as it occurs. This is undertaken with the aim of gaining a better understanding of the role and 
significance of art and artistic creation in relation to who I am and how I identify with, and 
within, the environments I inhabit. An increasing understanding of artistic process as 
reflective of my process of self-awareness and growth is examined. I consider whether, and if 
so how, it is the unknown combined with the re-examination and adaptation of the known that 
holds the most potential for exploration and development, both personally and artistically.  
Following an unexpected period of illness that affected my ability to continue working on the 
project for some time, the role and personal significance of artistic practice becomes central. 
As an artist already engaged with, and thoroughly committed to, a routine of artistic 
exploration, this research embraces the subjective experience of my relationship to artistic 
process, highlighted and crystallized through the phase of adversity, effecting the direction 
and outcomes of the project as a whole. Therefore, examining the value of engagement with 
artistic process, from the point of view of an artist, is considered in light of the recognition of 
it being equally important in the recovery and reshaping of self as more prescribed forms of 
therapy and rehabilitation.3 
Also explored is how my tendency for working through a journey, while on a journey, allows 
a live feed of experience into the development of the art.  Interestingly, it also mirrors in a 
heightened physical sense: the idea of being inside whilst also moving through and gathering 
from the world outside, as we do each and every day. The notion and exploration of journeys 
both internal and external are important. Journeys occur at various levels; from one place to 
another, from a thought to an action, the pen as it moves across the page revealing creative 
intention. It is following the trace of my own response to experience which is central, and 
provides the fertile ground from which the work grows.   
Drawing is recognised here as a direct and sensitive method of revealing the artist’s state of 
being. It is an immediate form of expression that reveals its own process of creation, moment 
to moment as it is made. Therefore, drawing suits an exploration of self in its ever changing, 
moment to moment state of development, and has been used to combine, record and express 
different aspects of my experience. Working with ink, as I predominantly do, paper is an ideal 
substrate as well as a highly responsive material. Resulting from its composition as an 
                                                          
3 The field of Art Therapy is separate and distinct to the subjective perspective of an artist already 
engaged in practice-led postgraduate research explored here. Although there are elements of 
intersection in the outcomes of achieving greater physical and emotional awareness and ability; in the 
practice of Art Therapy this is achieved through a triangular relationship between a professionally 
trained art therapist, a client (individual or group) and the anticipated aims and outcomes of structured 
creative activity. The resulting artwork or creative response is a confidential record of non-verbal 
communication which is then examined and assessed within the aims and boundaries of the 
client/therapist relationship. For an introduction to the field and practice of Art Therapy see David 
Edwards, Art Therapy (Creative Therapies in Practice Series). London: Sage Publications, 2004. 
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interwoven network of fibres, the inherent fragility and strength suits both the practical and 
theoretical components of this investigation. Drawing has been used throughout the project in 
the development and creation of the visual outcomes. The versatility and use of drawing will 
be discussed throughout and considered more broadly as a way in which I and other artists 
relate to and within the wider world. In particular, the meeting of materials inherent in 
drawing is reflective of the encounters between elements of the self and the environments in 
which one resides; on, over, together, through, connected, hidden and revealed. It can be seen 
as one of the most relevant ways to explore and extend the multilayered and complex 
relationships between the artist and their life-world, hence its use in this investigation and my 
dedication to drawing as a method.  
Unfolding through engagement with process, hand-stitching some of the pen and ink 
drawings emerged, enabling a more complex, physical engagement, prompting the realisation 
of a different way of looking at the work itself. The stitches, like the drawn lines before them, 
could be seen as representative of my attempt to become present through making: an 
acknowledgement of this state within myself, bound with the moment in which a mark is 
made. This reflects the multilayered and subjective nature of reality explored throughout the 
thesis. The theoretical concerns that surround the creation of the work and the dialectic 
conversation that occurs between ideas and the actions of making is found to be expressed in 
the link that can be drawn between these concepts and the back and forth motion of stitching 
through the paper.  
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Figure 1. Studio photograph of rocks from the Amalfi Coast in Italy, 2012. 
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Chapter Two - Processes of Creating 
In this chapter I will consider the nature of artistic creative process, including intuitive mental 
states in relation to both my work and that of the artists who have emerged as significant to 
this research project; Janet Laurence, Agnes Martin and Kim Westcott.4 As noted above, 
Turner’s work in advancing the theory of conceptual blending is significant here, further 
developing Koestler’s work on the bisociation that occurs in the genesis of creative thought. 
These concepts are considered as relative to the role of intuition as described by Barnaby 
Nelson and David Rawlings in their phenomenological study of the process of artistic 
creativity.5 Focusing on how the chosen artists engage within their own artistic process, and 
in particular, how they grow and utilise their intuition in the development and refinement of 
creative practice, I will compare the ways in which their approaches are similar or dissimilar 
to my own. Also explored is a shared desire to create a space for the viewer that encourages 
the realisation of new ways of thinking through the experience of an artwork.  
In The Act of Creation Koestler attempts to develop a general integrative theory of creativity 
that introduced the concept of bisociation, where the creative act can be understood as an 
intersecting of two previously unrelated matrices of thought, thereby creating a new matrix of 
understanding. Koestler states that: “the creative act, by connecting previously unrelated 
dimensions of experience... is an act of liberation – the defeat of habit by originality.”6 This 
research highlights the importance of the juxtaposition of ideas and experiences that artists 
routinely engage in within creative practice, enabling new or developed realisations for both 
artist and viewer.  
As a cognitive scientist, Turner moved from the basis of Koestler’s theory of bisociation to a 
model of conceptual blending, which asserts that it is a blending of frames of thought, 
experience and knowledge in the subconscious that produces or allows the conscious 
outcomes of new or developed frames of thought.7 In both Koestler’s and Turner’s theories, 
an incubation period or time of unconscious development is integral to the realisation of new 
knowledge in the conscious mind. This blending may lead to new frames of thinking, 
experienced as an intuitive decision or development, which is understood here as the 
realisation of knowledge that does not require rational thought. Alongside these cognitively 
based theories of creativity, the work of Nelson and Rawlings helps to explicate the way in 
                                                          
4 I have chosen to focus on these three artists specifically and in depth because elements of their 
distinct methods of artistic practice speak to and strengthen different aspects of my own artistic 
practice.  
5 Turner, The Artful Mind; Koestler, The Act of Creation; Nelson and Rawlings, “Its Own Reward.” 
6 Koestler, The Act of Creation, p. 96. 
7 Mark Turner and Giles Fauconnier, The Way We Think: Conceptual Blending and the Mind’s Hidden 
Complexities. New York: Basic Books, 2002. 
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which the experience of artistic creative process consists of a number of essential constituents, 
(the ‘General Structure’, see Fig. 2).8 They also identify three dynamics that operate within 
these constituents; “an intuition-analysis dynamic, a union-division dynamic, and a freedom-
constraint dynamic.”9 The study found that artists experience a “dominance of intuitive 
mental processes” within artistic activity: once an artist dedicates him/her self to a routine of 
individual creative practice, the process itself functions as a method to engage with more 
intuitive modes than those experienced in the “critical, analytical” frame of mind present 
during different stages of artistic enquiry. When engaged in an intuitive mode, the artist is led 
by what is sensed to belong in the artwork, experiencing a state of openness that allows the 
artist to feel “receptive” and “trusting” of “instincts” that emerge through absorption and 
focus within the process of making.10  
Turner describes the individual human being as a “seamless intersection,” “a unified agency 
of biology, psychology and social, environmental and cultural patterns” which relates to my 
understanding of the self as a meeting point between the emotional and physical selves.11  Art, 
especially art engaged with and driven by the creative process, can then be understood as an 
expression of this intersection. In his book The Artful Mind, Turner advocates for 
investigative approaches that bridge typically fragmented frameworks that divide studies into 
disciplines, allowing instead for interdisciplinary explorations into what it means to be a 
“thinking /feeling” being.12 This reflects the notion that all individuals both contribute to, and 
function within, distributed cognitive networks which link many minds, surpassing the 
individual capabilities of any one part or person therefore creating a “cognitive collective.”13 
Artists are highly placed within and across these networks, as Turner describes: “in a sense 
they are one with the network: they derive their most basic ideas and techniques, as well as 
their inspiration, from it, and must operate within the limitations it imposes.”14 Because of 
this, art, throughout human history, has allowed the individual artist within the network to 
show the complex, highly responsive experience of the self from within, but also illuminate 
                                                          
8 The constituents are the “invariant features” identified within the phenomenon – the experience of 
creative activity. However, the research findings emphasise that the constituents are “tightly interlinked 
and overlapping”, variable within instances of individual creative experience rather than separate 
and/or fixed in a linear progression. Nelson and Rawlings, “Its Own Reward”, p. 226.   
9 Nelson and Rawlings, “Its Own Reward”, p. 217. 
10 Nelson and Rawlings, “Its Own Reward”, p. 231. 
11 Turner, The Artful Mind, p. 22. 
12 Owen Flanagan, Dreaming Souls: Sleep, Dreams and the Evolution of the Conscious Mind. Oxford: 
Oxford University Press, 1999, p. 33. 
13 Turner, The Artful Mind, p. 32. A distributed cognitive network encompasses all of the individuals, 
their knowledge and experience including the technologies of a group of people. Woven into many 
overlapping and intertwined networks, it is this ability to utilise cultural memory and communicate 
knowledge, continually building on what has come before, and conceptualising what may become in 
the future, that sets us apart as unique among species.  
14 Turner, The Artful Mind, p. 22. 
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and reflect a part of the whole in which the self is placed. It is a position that is capable of, if 
not dependant on, expanding the individual and the broader whole through the process; 
absorbing, responding and changing in relation to both the internal and external environments.  
As a meeting point, the intuitive artistic moment can be understood as having risen out of a 
subconscious blending of what is known, felt or experienced by the individual, and is 
reflected in the sense of synthesis that may occur while engaged in artistic practice. This 
synthesis of elements provides “coherence” in the evolving work, a new gestalt that increases 
the artist’s engagement with process and encourages the continuation of the intuitive mode.15  
Outlined in Turner’s text is the thesis that an individual has evolved to function as part of a 
broader cultural cognitive network which provides, and in turn requires, the information 
needed to orientate ourselves in the world. These networks enable both our development now, 
and in the future lives of other members. This relates to the findings that the experience of 
artistic process contains a ‘union-division’ dynamic where the artist goes beyond the 
experience of the personal. Immersion in the work and the dominance of intuitive thinking 
give “rise to a unity in sense of self,” allowing connection on a more universal level.16 This 
emphasises the value of individual, subjective experience in both reflecting and exploring 
aspects of the whole, and in the creation of knowledge that contributes to the broader 
cognitive network. Therefore, the creative process as outlined by Nelson and Rawlings can be 
seen as an especially relevant method of engaging with and recording the individual 
experience of the artist, enabling the communication of such moments to the viewer. Within 
my own creative practice and that of the artists I have chosen to investigate, there is an 
acknowledgement of the importance of the artistic creative process including intuitive aspects, 
which I will explore in more depth below.  
The work of Australian artist Janet Laurence, for example Second Exposure (1992-93) (Fig. 
3) often involves installations that speak of a melding of knowledge, influences, approaches 
and materials; a bringing together of known fragments that together form a new sort of 
knowing through an understanding of the pieces of which the work is comprised. The 
conceptual basis of her art reflects the kind of integration of knowledge in the construction of 
the self that I am exploring here. Her studio has been described as a “gathering place”, a place 
between the inside and outside of her being in both a physical and emotional sense.17 I have 
always thought of my own studio and that of many others in a similar way: a place where 
ideas and objects of nature meet culture, self exploration and expression. This demonstrates 
                                                          
15 Nelson and Rawlings, “Its Own Reward”, p. 229. 
16 Nelson and Rawlings, “Its Own Reward”, p. 231. 
17 Peter Emmett, Janet Laurence. Sydney: Craftsman House, 1998, p. 8. 
9 
 
the artist’s ability to bridge the fractured disciplines that Turner believes obstruct knowledge 
from being gathered in a way that is more reflective of the human experience. The artist’s 
approach is likened to that of an alchemist, who attempts to bring together materials and 
information, forming associations between sometimes seemingly disparate combinations.18 
Such blending of elements is apparent in a work of Laurence’s entitled Heartshock (2008) 
(Fig. 4), evidencing the juxtaposition that Koestler believes is central to creativity and the 
formulation of new insight and knowledge. Through this reshaping, the alchemist hopes to 
reveal a metamorphosis of self in the process and to perhaps trigger something similar in the 
audience. The aim is always to illuminate and re-create the mysteriousness of things. Such an 
approach to both the development and realisation of the creative work involves the use of 
collections; gatherings of things that function as traces or pieces linked elsewhere for both 
artist and audience. This may enable an interpretation of the work that reveals the artist and 
their intentions, but also requires and leaves room for something of the viewer through 
inevitably individual interpretation.  
Laurence’s works bridge eras using a combination of timeless and heavily symbolic elements 
combined with more contemporary materials and approaches. This creates “an evocative 
language of materials as carriers of memory,” where pieces brought together highlight both 
emerging and established relationships.19 Centrally important to artistic investigation is the 
process of examining different combinations of materials, ideas and techniques. As Emmett 
explains, “gathering helps us order the world… And so make it strange and new again.”20 The 
approach exemplifies the theories of creative process and intuition used throughout this 
project, which position the artist as creating a fertile space, where it is the combination of 
materials and concepts that may enable the formation of a new experience for artist and 
viewer.  
The symbolism in Laurence’s work is strong and purposeful, but also open to interpretation, 
as shown in both Second Exposure (1992-93) and Heartshock (2008) (Figs. 3 and 4). In 
exploring Laurence’s art Emmet references Bachelard’s notion of an oneiric house whereby 
dreaming of an internal house enables us to “hold onto ourselves.”21 This acknowledges the 
subjective, internal perspective that every artist and viewer brings to the experience of an 
artwork, therefore enabling the piece to communicate in almost endless variations of itself. 
                                                          
18 Adrian Parr, “Interview with Janet Laurence on Public Art and Ecology,” p. 18, in New Directions in 
Sustainable Design, edited by Adrian Parr and Michael Zaretsky, London: Routledge, 2011.  
19 Emmett, Janet Laurence, p. 14.  
20 Emmett, Janet Laurence, p. 11. 
21 Emmett, Janet Laurence, p. 24. Gaston Bachelard, The Poetics of Space. Boston: Beacon Press. 
1994. Bachelard’s oneiric house is an internal house of memory, hidden away inside each individual, 
with levels and rooms of experience that inform identity and understanding through subjective relation 
to one another and the external environment.  
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For the viewer, the works might hint at direction, but do not dictate the final destination or 
method of arrival. Here there is a link between Laurence and the work of the other artists 
explored during this project in that the viewer is offered fragments, but the art creates a space 
where it is the potential connections made that determines the final interpretation for each 
individual.  
As in much installation art, Laurence’s work acknowledges spaces and place as sites of 
memory; old, new and emerging through bringing together traces and elements of different 
times and environments. This is a perhaps normal, but often unseen, part of constructing a 
sense of self and an understanding of both the physical and emotional places a person 
inhabits. Fragments of places visited run through her work, catching and creating memories 
and reflections of sites known and those as yet unexplored, real or imagined, by artist or 
viewer.22 Capable of physically drawing the audience through an exploration of ideas, 
Laurence’s installations allow the artist and viewer to embark upon a shared journey that 
builds upon the meaning and understandings of both the space and the things placed within it. 
In the artist’s own words, “through a language of veiling, transparency and translucency” she 
sets out to create “enmeshed environments that express ephemerality” preferring “not to think 
in terms of boundaries; rather membranes.”23  
Seen in this light, the artist functions as a positioner - a selector of signs and triggers within a 
space - with the hope to uncover some new perception that becomes an element of the self; 
reflecting the unity described by Turner, and Nelson and Rawlings. Through this process the 
artist is contributing back to the development of personal as well as shared memories, for “as 
memory gathers thoughts, emotions, perceptions, bits of discourse and ultimately all the parts 
of our private and public history, it becomes a unity we retain and guard,” which occurs on an 
individual level and within wider networks of knowledge.24 Therefore if the information 
gained because of such discovery is valued, it then becomes an integral part of the expanded 
whole. Demonstrating the unified sense of self that may be achieved during the art making 
process, the artist is fully engaged with their materials and the resulting works, the creation 
and exhibition of which suggest the desire to share this experience with an audience. 
The ability of substances and objects to embody memories and meaning is in a constant state 
of flux; morph-able depending on the use, the space and the placement of each element. In 
this way, installations can be seen as memorials, an allegory of memory, but the idea also 
relates to the way in which mark-making can reflect a collection of gathered moments that 
                                                          
22 As was the case when I began to examine the rocks; links forming between places known and 
previously unknown despite my having never physically been in the place they were gathered. 
23 Janet Laurence, New Directions, p. 14. 
24 Emmett, Janet Laurence, p. 18. 
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retain the directness of the creative impulse. Repetition present in the works of Agnes Martin, 
Kim Westcott and myself, builds upon and expands the mark-making that came before and 
anticipates the marks to come; leading, uncovering, reshape-able within the dedicated and 
disciplined framework of the artist. This relates to the way in which individual memory draws 
on, and contributes back to the distributed network memory, in a highly responsive and 
reflexive way. As noted previously, this shows the interesting position of any artwork to 
function within and across networks on both public and private levels, enhancing and 
extending the dialogue in the hope of forming and uncovering new points of intersection.  
An artist whose practice speaks of unity, interdependence and the wider nature of existence, 
American painter Agnes Martin believed that “there is the work in our hands, the work in our 
minds and the work as a result.”25 This statement is useful, central even, in understanding 
why her art and the concepts she explores in her writing are relevant here. In the 1950s Martin 
was influenced by the ideas of John Dewey26 and his emphasis on personal experience, but as 
Barbara Haskell writes, Dewey’s: 
conviction that truth could be found within scientific enquiry ran counter to …[Martin’s] 
belief that reality was a matter of intuition rather than intellect; that truth had to do with the 
ineffable rather than quantifiable experience.27  
Access to her ideas in relation to the clarity and value of the subjective perspective has 
definitely helped me to orientate myself within this project. Martin shares her philosophical 
underpinnings in published writings that reveal the multilayered thought process that 
supported her creative output, and the ultimate goal of a quiet mind, sought and expressed 
through art making. Dieter Schwarz notes that, “in this process of writing… this inner speech, 
the conviction grows on her that the ideas that result from personal experience become 
detached from the personal and turn into universal truths.”28 Here, Schwarz reinforces the 
idea that reflection on the self, rather than being an entirely insular activity can be expanded 
to potentially reflect not only how the individual relates to the world they inhabit, but 
contributes a considered reflection on the wider human condition. Strengthened by the 
cognitive theories described earlier, and advocated for within creative research by Graeme 
Sullivan; being within, across and between networks, the artist is primed to respond through 
                                                          
25 Martin, cited by Dieter Schwarz, Writings. Winterthur: Kunstmuseum Winterthur/Edition Cantz, 
1992, p. 62. 
26 John Dewey, Art as Experience. New York: Berkley Pub, 2005. 
27 Barbara Haskell, “Agnes Martin: The Awareness of Perfection,” p. 97, in Haskell, Barbara; Anna 
Chave; Rosalind Krauss, Agnes Martin. New York: Whitney Museum of American Art, 1992.  
28 Schwarz, Writings, p. 6. 
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barriers of time, place or convention, offering an audience the chance to discover traces of the 
artist, themselves and the wider environments.29 
Martin’s paintings are simple yet demanding, needing focus and a quiet mind to appreciate 
the subtleties of their making, something she sought for herself and requires from her 
audience. The artist felt that this state was necessary for the creation of space within an 
artwork where both artist and viewer could be open to an intuitive insight; a realisation grown 
and nurtured through the experience of the space. In her creative practice, the “perfection she 
sought was not a distillation of the physical world; it was the unseen perfection” that in the 
artist’s words, is “known forever in the mind.”30 By stripping back to a series of lines, as in 
White Flower (Fig. 5), Martin reflects on universal process and flux, creating an uncluttered, 
fertile space that captures the essence of its parts, and then goes beyond the physical into 
realms of the personal and the wider human condition. Further, the artist hopes to awaken a 
sense of beauty that I feel relates to the fluid, interconnected nature of reality and our place 
within it. For Martin “life has two aspects, the seen and the unseen, the concrete and the 
transcendent,” and by extension the personal and artistic.31 Haskell notes how the artist’s 
beliefs evolved through extensive exploration of the purpose of her own existence:  
Her own search for life’s underlying meaning led her to conclude that perfection, unseen and 
immaterial, is the essential pervasive character of reality. Martin postulated that human 
beings sense the presence of perfection in the world through experiences of happiness and 
beauty – experiences which she feels occur only when the awareness of self is quieted. 
Although these moments of exaltation are elusive and fleeting, memories of them can be 
reawakened through art. For Martin, this is the artist’s work.32  
Martin’s work therefore reflects her attempt to communicate with and contribute back to her 
audience in a very conscious manner. Her artwork and the related writing speak of an urge to 
share her understanding of the inherent fullness of the human experience, and the essential 
belief that throughout all there is a perfection that when recognised, casts a glow that 
emanates from and across all moments of awareness.  
Martin’s intention to share her beliefs can be compared with Nelson and Rawlings’ ‘General 
Structure’ (see Fig. 2) whereby the artist’s creative actions open a doorway onto a quiet and 
open state for herself and the audience through artistic process and engagement with it. This 
idea has been both personally and artistically significant, and is something I have an 
increasing understanding of within my own life. Perhaps, similar to myself, the contemplative 
state of mind triggered in natural environments and in subsequent reflection on these 
                                                          
29 Graeme Sullivan, Art Practice as Research: Inquiry in Visual Arts. Thousand Oaks, California: Sage 
Publications, 2005. 
30 Martin, cited in Haskell, Agnes Martin, p. 102.  
31 Haskell, Agnes Martin, p. 93. 
32 Haskell, Agnes Martin, p. 7. 
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experiences in the studio, is an element through which the artist can prepare for and enter into 
artistic process, where the cyclical progression through growth and decay evident outside of 
ourselves, goes some way towards allowing the recognition and acceptance of such internally. 
Martin felt that the artist lives by perception, “what we make is what we feel, the making is 
not just construction… it’s all about feeling… feeling and recognition.”33 In her writing she 
hopes to make it clear that “the work is about perfection as we are aware of it in our minds, 
but the paintings are very far from perfect – completely removed from it in fact - as even we 
ourselves are.”34 This relates to her idea of beauty and how we place ourselves in the world. If 
we can recognise flux and change that occurs beyond our being, Martin seems to be 
advocating for the acceptance of a similar internal state, one that promotes the shifting nature 
of reality and prompts confidence and trust in the self as we uncover our own process of 
moving through life. 
Utilising mechanical or commercial techniques of production, many Minimalist artists 
attempted to remove all trace of the human maker in their work, as does Donald Judd in the 
piece Untitled (1971) (Fig. 6). Rather than denying the presence of self, Martin thought this 
aim was fundamentally unattainable in art, believing that “self expression is inevitable,” 
which is evidenced in the study of her artistic work, quietly revealing artistic process and 
intention made visible, as in the drawing Mountain (1960) (Fig. 7).35 This project has 
definitely required and awakened a sense of self in my own work that I had previously denied 
or avoided, struggling to recognise and value the worth of my own in a sea of other marks. 
More than simply personal, like Martin, I can now identify the subjective as a worthy 
contribution to the greater network of existence. Within this, perceived flaws, inconsistencies 
and fluctuations in the work are accepted as a reflection of the artists’ acknowledgement of 
the self in its perfect state of imperfection. In works of my own such as Untitled (front/back) 
(2014), this idea is explored, revealing process which leads to further development and 
integration in creative thinking and outcomes. (See Fig. 8). 
When faced with interpreting Martin’s work the descriptive approach taken by Ned Rifkin is a 
useful one: “it is possible to describe, if not define, the work and make some discoveries in 
the process…”36 The irregularities in the hand drawn pencil lines wavering across the surface, 
the breaks where the hand has lifted in order to span the ground, the relationship between the 
centre and the limits of this created space; between the edges of the support and the focused 
line upon it. These elements are crucial to our understanding of the work as seen in such 
                                                          
33 Martin, Agnes Martin, p. 107.  
34 Martin, in Ned Rifkin, Agnes Martin: The Nineties and Beyond. The Menil Collection in association 
with Hatje Cantz, Houston, Texas, 2002, p.26. 
35 Martin, Agnes Martin, p. 108. 
36 Rifkin, Agnes Martin: The Nineties and Beyond, p. 25. 
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pieces as Mountain (1960) (Fig. 7). The gathering of information from an artwork is similar to 
the way in which we orientate ourselves in the world, reflective of the learning process and 
relevant also to the reading of Laurence and Westcott’s art. In a similar process of discovery 
to that used by Rifkin, Kasha Linville described three distinct phases in a phenomenological 
reading of Martin’s work. In the first phase, the viewer is up close and can experience the 
“materiality in all their sparse precision…”37 aware of the broken lines flickering across the 
texture of the linen. During the second phase, illusion takes over as the distance between the 
viewer and the work grows, lines merging with fields of colour, creating a sense of 
atmosphere where an “impermeable… mist” settles on the work, “it feels like, rather than 
looks like atmosphere.”38 In the third and final stage where the viewer is furthermost from the 
piece, “the painting closes down entirely, becoming completely opaque… impermeable, 
immovable as stone.”39 This changeability of the experience of the work itself depending on 
the view-point of the audience, is also a reflection on the process of its making, a shared 
thread of interaction with the piece itself. Martin is aware that the process of perceiving the 
work requires an engagement similar to her own: through this experience there is a chance for 
the artist to influence the state of the viewer, as they too become absorbed into the space that 
the work creates.  
Symmetrically designed around a central horizontal divide, Martin’s works show an 
inclination towards geometrical order, and yet within this system the irregularities of the 
hand-drawn line reveal “the humanity of the artist’s touch.”40 For example, in The Islands 
(1961) (Fig. 9) the eye is drawn towards the centre of the work, almost as if there is a 
magnetic void that blurs everything else while focused on the piece. Through her visually 
restricted vocabulary and the highly disciplined process, a sense of energy is created that 
holds the viewer to the work, bound together in quiet conversation. 41 The slightest change is 
perceptible from within this space: the repetition, both in series of finished works and her 
working method, serves to increase the viewers’ attention to these fluctuations. Again, the 
artist is advocating for a greater sense of awareness in all states of being, which is connected 
to the way in which Laurence’s reshaping of the elements of a work enable depth and a multi-
faceted development of meaning in both making and interpretation.  
Hand-made geometry like Martin’s, seemingly simple in its composition, demonstrates a 
direct expression of the unity with materials that can be attained through engagement with 
                                                          
37 Krauss, Agnes Martin, p. 158. 
38 Kasha Linville, cited by Krauss in Agnes Martin, p. 159. 
39 Linville, cited by Krauss in Agnes Martin, p. 159. 
40 Rifkin, Agnes Martin: The Nineties and Beyond, p. 25. 
41 This experience of the viewer has strong similarities to the constituents described in Nelson and 
Rawlings’ study of the experience of artistic process for the artist, in particular concerning a narrowing 
of focus and deep absorption in the work, “Its Own Reward”, pp. 228-9. 
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artistic process.42 Haskell understands Martin’s underlying aim when she writes that, “far 
from appearing mechanical, the wavering undulations of the lines softened the impression of 
order and uniformity endemic to the grid. Here was an intuitive mark, made within a highly 
disciplined framework – a union of precision and elusiveness.”43 The grid has been used 
extensively in postmodern art, examined in depth by both artists and writers on a scale which 
this investigation cannot hope to cover here.44 It is worth noting however that “Martin’s grids 
compel us to pay attention to change as well as repetition or sameness. By the very 
minuteness of their differences, from one canvas to the next, and by their difference from the 
grids of other artists, they show us that the ‘content’ of all grids is far from identical.”45 This 
aspect is significant in my own creative practice, and there is also a link to the work of 
Laurence discussed above and Westcott in the piece Miles (1997) (Fig. 10). Grids imply 
connectivity and expansion, reflecting the artists’ desire to examine and understand the 
relationships between things. There is also a link to the web of human interaction, and an 
awareness of duality in life; simultaneously hinting at simplicity and complexity. 
In considering Martin’s work Lawrence Alloway claims that “we perceive a grid… but we 
recognise a kind of nature imagery.”46 Despite the fact that Martin herself always denied that 
her work was inspired by or about natural forms, much has been written that uses the natural 
environment as a starting point from which to consider her personal perspective, exemplifying 
the tendency for using the known as an entry to the unknown, or not yet understood. Martin 
does however acknowledge that there is a relationship between human beings and nature that 
she wishes to speak to: 
…nature is like parting a curtain, you go into it. I want to draw a certain response like this… 
Not a specific response but that quality of response from people when they leave themselves 
behind, often experienced in nature – an experience of simple joy… the simple, direct going 
into a field of vision as you would walk across an empty beach to look at the ocean.47  
To Anna Wilson, the work suggested “inner landscapes” by making use of the “sensibility’s 
way of perceiving nature.”48 This helps us to better understand the role of nature to the artist, 
as Haskell writes, the  “distinction was crucial: the experiences of perfection – which was the 
subject matter of art – as against the temporal objects or events in nature which occasion such 
                                                          
42 Nelson and Rawlings, “Its Own Reward”, p. 232. There is a unity achieved between artist and 
material as the intuitive mode becomes dominant, resulting in a state of openness to development in the 
work led by the engagement with artistic process.  
43 Haskell, Agnes Martin, p. 105. 
44 For example, see Janet McKenzie, Contemporary Australian Drawing 1. Melbourne: Macmillan, 
2012. 
45 Chave, Agnes Martin, pp. 150-1. 
46 Lawrence Alloway, cited by Chave in Agnes Martin, p. 145.  
47 Martin, Agnes Martin, p. 109. 
48 Anna Wilson, cited by Chave in Agnes Martin, pp. 145-6. 
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experiences.”49 The notion of time here is particularly significant. The experience of 
immersive peace often found or attained in a natural setting is the energy that Martin aims to 
reflect and share. Perceiving her work engages a response that is similar to the moments in 
nature when the intricacy and interdependency is felt in an almost tangible sense; connecting 
outside of oneself as a part of the greater whole that surrounds, where boundaries between the 
physical and emotional, the internal and external, sometimes only momentarily… dissolve.50 
The breaking down of personal barriers inherent in the artistic process, allowing the artist to 
connect outside of the self, is also a quality sought by Kim Westcott, an Australian artist who 
is recognised for making works that speak of a melding of physical and emotional response to 
landscape. Westcott will become more relevant in the methodology discussion below; here I 
am briefly considering how the conceptual foundation of her artistic practice, seeks to express 
and convey the seed of her own response to the experience of environments in the hope that it 
will connect outside of herself, growing and taking shape in the light of the experience of 
others. A crucial element in the creation of Westcott’s work involves examining internal 
thought processes in a self critical way, exploring how these encounters enter into her art. As 
discussed above, through this process of self evaluation and reflection, the artist can grow 
both personally and artistically. The consciously expanded self then becomes part of what the 
artist can contribute on both a private and public level. This feeds the intuitively dominated 
aspects of artistic process and demonstrates the ‘intuition-analysis dynamic’ previously 
identified.51 Westcott’s interest in capturing, and in turn eliciting, a response that is related to 
the experience of nature, has obvious connections to the other artists discussed here. Once 
again, the artist is quietly advocating for seeing ourselves as an integral and interdependent 
part of the fabric of existence. This idea can be extended and seen as useful for positioning 
ourselves in the wider world, thus enabling the achievement of a greater sense of peace and 
fulfilment. 
In such works as Miles (1997) (Fig. 10), Westcott displays a similarity to the thinking of 
Martin when she states that “attainment of the feelings associated with beauty, or the desire 
for this condition as expressed through harmony, balance and rhythm, is an eternal emotional 
and spiritual desire which I am forever seeking in art.”52 The notion of spiritual and emotional 
fulfilment sought and expressed in works of art is an idea that recurs frequently in the ideas of 
the artists discussed here. It seems that through the production of works that stem from the 
                                                          
49 Haskell, Agnes Martin, p. 110. 
50 Nelson and Rawlings, “Its Own Reward”, p. 217. This encounter is also reflected in the ‘union-
division’ aspect experienced in artistic process. By extension, the resulting artwork explores how this 
might be communicated with the viewer.  
51 Nelson and Rawlings, “Its Own Reward”, p. 217.  
52 Kim Westcott, in Roger Taylor, Kim Westcott. Sydney: Craftsman House, 1998, p. 7. 
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artists’ attempt to explore self through process and create a ‘space’, whether internal or 
external, allows an intuitive sense of connection to be achieved, not only with the external 
space but also the internal space where the self is built. This personal engagement reflects and 
contributes back to the wider networks from which the artists source their knowledge and 
inspiration, creating new connections in artistic awareness from which avenues for growth 
and exploration will continue to emerge.  
In a discussion of Westcott’s work, Noel Riley Fitch states that “artists make of the chaos 
about them an order which is their own.”53 Again, this relates to the relationship between 
artists and use of the geometric, including the grid, in the work of the artists discussed here, as 
well as to the sense of fulfilment described as a result of engagement with and dedication to, 
artistic process. Roger Taylor writes of Westcott’s marks that “sometimes, the scored lines 
capture a landscape; at other times they are a device to look through onto another space,” 
sometimes a work like Salisbury Falls (1996-2001), achieves both (Fig. 11).54 In considering 
the landscape and how we have evolved to perceive and value it, this statement can be 
connected to all of the artists I am looking at, myself included. It also reinforces the 
previously outlined ideas concerning how the external environment might be used by an artist 
as a metaphor for turning the same view inwards, beyond initial stimuli and onto the 
formation and realisation of something else, as has occurred in this investigation. These ideas 
illuminate how a mark or creative decision not only hints at and records the nature and 
motivations of the artist, but also assists the viewer in their interpretation of the piece.  
A direct method of expressing this individual ordering or mapping of the self and experience 
is through the development of, and engagement with, individual artistic process within 
creative practice. In my own work, it is at present, the creation of art that explores the 
intuitive aspects of artistic process as well as how these ideas can be expressed through mark-
making. This representation of how artists explore their sense of place, both internally and 
externally, and how this relates to the wider nature of knowing, has highlighted that 
individuals engaged with artistic process are well placed to reflect their own moments of 
development through their creative expression. This individual growth, when shared, 
contributes back to the network of knowledge that feeds realisation and the development of 
insight in a cycle that continually builds on what has come before, and pushes into new 
regions of understanding for both artist and viewer. In the next chapter, I will consider how I 
have explored these ideas through the creation of a body of artistic work, as well as 
identifying links between the working methods of myself and the other artists and ideas 
discussed here.  
                                                          
53 Noel Riley Fitch, cited by Taylor in Kim Westcott, p. 20. 
54 Taylor, Kim Westcott, p. 73. 
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Figure 2. List of interwoven constituents in the General Structure of the experience of artistic  
creative process. Source: reproduced from Nelson and Rawlings, “Its Own Reward.” 
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Figure 3. Janet Laurence, Second Exposure (from the Periodic Table series), 1992-93,  
lead, glass, salt, sulphur, mercury, X-ray, various substances, lily,  
fluorescent lights, room size 5 x 5 m. 
 
 
 
 
Figure 4. Janet Laurence, Heartshock, 2008, silicon tubing, glass vials,  
pigmented fluids, tree branch, dimensions unknown.  
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Figure 5. Agnes Martin, White Flower, 1960, oil on canvas, 182.6 x 182.9 cm.  
 
 
 
Figure 6. Donald Judd, Untitled, 1971, orange enamel on cold-rolled steel, 8 units with  
30.5 cm intervals, 121.9 x 121.9 x 121.9 cm (each), 121.9 x 1188.7 x 121.9 cm (overall). 
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Figure 7. Agnes Martin, Mountain, 1960, ink and pencil on paper, 24 x 30.2 cm.  
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Figure 8. Cody Joy, Untitled (front/back), 2014, felt tip pen  
and thread on paper, 29.5 x 21 cm.  
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Figure 9. Agnes Martin, The Islands, 1961, acrylic and graphite on canvas,  
182.9 x 182.9cm.  
 
 
 
Figure 10. Kim Westcott, Miles, 1997, drypoint on Velin Arches paper,  
89 x 119.5cm.  
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Figure 11. Kim Westcott, Salisbury Falls, 1996 – 2001,  
coloured drypoint on Velin Arches paper, 120 x 90 cm.  
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Chapter Three - Visualising Outcomes: Studio Practice 
“Drawing is a thread that runs through an artist’s thought processes.”55 
The process of research involved in this project has been influential in both the realisation and 
development of the theoretical and studio based outcomes. The shifting, interwoven 
oscillation between the analytical and intuitive components that occurs throughout has been 
complementary and mutually beneficial. This reflects the nature of my creative practice and 
artistic process, supported and extended by the theories discussed above, including intuitive 
modes and the development and extension of networks of knowledge and understanding.  
Mark-making that is both a way of entering and extending the intuitive state while engaged in 
artistic activity, is something I now recognise as a constant in my work for as long as I can 
remember. However, over the course of this investigation, I became acutely interested in this 
element of my artistic practice through the need for greater understanding: where does 
intuitive development come from, what is it? What purpose does it serve? How can intuitively 
driven marks be used as an artistic method from which to initiate and develop practical work? 
Through this research, I have come to realise that the artistic intuitive state is recognised as an 
important part of the artistic process, operating in a dynamic relationship with analytical 
states. This has had the effect of strengthening my understanding of artistic process as 
enabling the artist to achieve synthesis of different elements of the self and environment, 
extending and developing both.  In this chapter I will consider how engagement with artistic 
process functions as a meeting point, as well as the resulting mark-making, through which I 
can combine my internal world with my external experience of the world.  
In an effort to deepen my understanding of artistic process and the role of the intuitive aspect, 
I began researching how both artists and writers have approached this seemingly elusive area 
of creativity. I found articulate and process based discussions of intuition as a central artistic 
tool for creative expression and development, and a wealth of information concerning the 
artistic process, often recognised as a driving force behind an artist’s creative output. This 
discovery opened up a field of enquiry that challenged and furthered my understanding of the 
artistic process, and in particular, recognition of the various dynamics that are operating in my 
own practice.56 A sense of intuitive development is a thread that ran through all of the pieces I 
                                                          
55 McKenzie, Contemporary Australian Drawing #1, p. 14. 
56 The discussion of the subjective experience of intuitive creative process that I originally found 
stimulating was written by a choreographer: Hillary Anne Maxwell. “The Dreamer: The Creative 
Process.” University of Calgary (Canada), 2008. Proquest Dissertations and Theses, 57. Retrieved from 
http://search.proquest.com/docview/304693630. Accessed 08/4/13. I wonder if this in some way 
reflects the body-centric focus that I had during a time of re-evaluation of the way I interacted with the 
world around and within.  
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had been trying to weave together: the artists, the methods, the practical work I had completed 
so far, the theoretical research, it had all been guided by an intuitive sense of the next decision 
to be made. Importantly, the trust and confidence to follow up on these sometimes subtle, 
sometimes sledgehammer moments of illumination and understanding was increasing as I 
dedicated myself first and foremost to engagement within artistic process. Spurred on by my 
need to explore, at least in part, the neurological and psychological basis of art and creative 
activity, I found that what initially seemed indefinable was being revealed through focus and 
absorption in what I was making.57 This process of development and synthesis was happening 
in both an internal and external sense, where spaces of intersection and overlap were 
emerging. Elements of the self shifted in response to the life-world, challenged, broadened 
and adapted through artistic exploration and reflection. 
After an extended break from the studio due to a health condition in November 2012, I found 
myself restricted and limited in my physical ability to continue with the art I had previously 
been working on.58  Once the sense of rhythm had been interrupted, I emerged torn between 
the highly structured work I had been developing at the start of the project, for example 
Untitled (blue grid) (2012) (Fig. 12), and the much more fluid and unrestrained work I could 
do upon returning to the studio, as seen in the detail of Untitled (wet drawing 1) (2013) (Fig. 
13). Having been comfortable in one emerging line of development and excited by the 
foreseeable creative outcomes, it was dauntingly difficult to see how to continue on where I 
had left off. It was during a visit to Tasmania for the Ten Days on the Island Festival in March 
2013, that my drive to create was once again refreshed by the depth and spread of art that I 
encountered, and heightened by the all encompassing feeling of being in the natural 
environment there. The straight, built lines that had walled my recent existence fell away. But 
I still returned lost as to how I would incorporate this freshness, this renewed hunger to work, 
when the pieces still waiting unfinished on the table were beyond both my physical and 
emotional ability in the present. I felt constrained and intimidated by what had come before, 
the intricacy and containment of movement in the marks no longer held the same meaning. 
Where I had previously interpreted the rectangles as a record of moments of experience, after 
Tasmania they just felt like an expression of the health induced confines within which I had 
felt so physically and psychologically bound. This feeling was undoubtedly made more acute 
by the fact that this work still waiting was made by a different me in a different place, in an 
emotional and keenly felt physical sense. The space where these previous works had grown 
now seemed obsolete.  
                                                          
57 This narrowing of focus through engagement with materials enables the artist to enter an intuitive 
mode, furthering the development of ideas within a framework of artistic process. See Nelson and 
Rawlings, “Its Own Reward”, p. 228. 
58 See preface, p. vii. 
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I needed a new map for new eyes: a new approach for new and foreign hands. I had not 
intentionally moved on, but when my head surfaced I realised I was in a new place: the 
knowledge and work of the past was limited in how far it could take me in that present time. 
At first, this unexpected, unwelcome, but necessary shift in focus (which brought along the 
realisation of the significance of the intuitive state), seemed overwhelming. However, I was 
beginning to appreciate that it was the engagement with, and trust of, the artistic process that 
had led me from the rock drawings to the rectangles, from the rectangles to the stitching, from 
stitching within the rectangles to beginning to consider the expanded space; created through 
acknowledgement of a method that embraced both aspects of a previously single-sided 
surface, as seen in the piece Untitled (the other side I) (2013) (Fig. 14). Since this identifiable 
thread of development in the studio work made me aware of the intrinsic theoretical issues, all 
I could manage to be hesitatingly confident in was that if I once again focused on the process, 
I may be able to regain a sense of union between self and materials.59  
Not wanting to lose the motivation collected across Tasmania, the only way forward 
intuitively was to once again return to the studio work, immerse myself in the creative process 
and see what came of it.60 This rush of energy, an overflow, was not one that could be 
contained in little rectangles or bound with careful stitching.61 I absorbed myself in work that 
I could do in this in-between space, allowing the process of external making to aid in creating 
and strengthening the internal. This process was literally forming new connections and 
networks within myself, as well as reinforcing those already established. Reflected in Untitled 
(wet drawing III) (2014) (Fig. 15), as time went on, these connections started to ease my 
reshaping, and allow an expression of the fullness of the experience in the work I was 
making.62 I also returned to the artists and methods I had started investigating with the hope 
                                                          
59 Nelson, “Its Own Reward,” p. 231.This “unity in sense of self” is described as allowing the artist to 
connect outside of the self, something I desperately felt the absence of during the period of illness. 
60 The dynamic between different elements of my artistic and personal processes was also highlighted 
during this time. Consciously I was overwhelmed, but aware that if I could let go of an analytical 
appraisal of my situation, I could perhaps uncover a space from which to gather the momentum to 
continue. This hope was helped by an acknowledgment that “healing can occur through the simple act 
of writing something out of oneself and burying it through practice, rather than living with events and 
attempting to effect change in situations or attitudes that occur outside or beyond creative practice.” 
Gaylene Perry, Practice as Research, p. 45. 
61 Later when I regained the ability to return to the pen and ink line drawings, they once again 
functioned as a celebration of the experience of a moment, heightened by the period of absence. 
62 The perceived success of the wet drawings that I completed during that time moved between the high 
elation experienced in the actual doing and trepidation as to what role they would take in the end, 
which was difficult to ignore but nonetheless liberating. With a little distance, I can identify 
developments in the stitched drawings that arose from this period of experimentation and play, notably 
an expanded use of colour. They are an almost purely intuitive element within this consciously framed 
investigation, proving that there is always going to be an interaction between intuition-analysis, one 
picking up where the other leaves off, or falters. 
28 
 
of identifying similarities and differences in artistic process that could be linked to my 
growing understanding of creative practice and its value.   
Recognised as an immediate form of expression, drawing can be seen as a meeting point 
through the direct connection of subjective and objective knowledge and experience. It is a 
method that situates and defines me and my art as part of a wider world, and is capable of 
absorbing the breadth of my being. In the hand-stitched drawings, such as Untitled (drawn 
out, pulled together) (Fig. 16), the process of stitching worked at one level as an extended 
form of physical engagement with the paper. At another level the hand-stitched threads 
explore the ways in which I am shown to be present in the moment a mark is made. 
Engagement with process leading development, demonstrated in the technique used to allow 
stitching the drawings on a larger scale (see Fig. 16). The meeting of materials inherent in 
drawing is reflective of the encounters between elements of the self; on, over, together, 
through, joined, surrounding, overlapping, hidden and revealed.  This is because the 
“conceptual and the subjective - arguably the most vital components of contemporary art 
practice - connect in drawing more forcibly and more appropriately than in any other form of 
art.”63 Therefore, as a central method, drawing can be seen as one of the most relevant ways 
to explore and extend the multilayered and complex relationships between the artist and their 
life-world. As Sullivan argues: 
The meanings that artists make from their imaginative investigations are not only collected 
from their encounters with things around them but they are also created in response to their 
experiences. This is what is unique about the inquiring mind of artists. For they create new 
understandings from what we don’t know, which profoundly changes what we do know... 
Creative and critical inquiry responds to research demands by exploring the unknown and 
this presents an essential vantage point in critiquing the known.64  
 
Here, Sullivan also demonstrates the interactive and subjective nature of interpretation for 
both the artist and the audience: we use what we know to know what we see. Since there is no 
overarching objective viewpoint, the considered reflection of an individual can contribute 
meaningfully to the overall networks of knowledge of human existence, as discussed above. 
Agnes Martin’s distinctive mark-making allowed her to continue “to mine her severely 
restricted artistic vocabulary with ever richer results.”65 Such progressive stripping back to 
elicit heightened meaning is something I also strive for in my own work. Despite the most 
often horizontal, ‘straight’ lines in Martin’s work, I perceive a pulse like movement, 
                                                          
63 McKenzie, Contemporary Australian Drawing, p. 8. 
64 Graeme Sullivan, Art Practice as Research, pp. xii-xiii (preface). McKenzie further explicates the 
relevancy of drawing as a method in relation to this aim when she states: “Drawing as the mapping of 
known and unknown represents the purest and most immediate transmission of self in intellectual and 
spiritual terms.” Contemporary Australian Drawing, p. 127. 
65 Rifkin, Agnes Martin: The Nineties and Beyond, p. 15. 
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undulating forms made of colour and light that move out towards the viewer rhythmically, 
almost like breathing. With time and engagement from the audience, this sense of a pulsing 
energy envelops the viewer, surrounding and bathing them in an almost physical sense of 
being drawn into the space created by the work. This experience is reflected in Dewey’s 
description of artistic works where there are “rhythmic beats of want and fulfilment, pulses of 
doing and being withheld from doing” where the tension felt almost physically, occurs when 
the viewer becomes drawn into the intimate realm of conversation between the artist and the 
work they create.66  
Dewey describes how the artist thinks in the “very qualitative media” that they work in, the 
relationship between artist and what is produced so close that the two “merge directly.” 67  
This unity is also reflected in the “lack of distinction between thoughts and the act of 
expression,” experienced by artists as a “unity in sense of self” that can be achieved when 
engaged in artistic activity, as discussed in the previous chapter.68 From this position it 
becomes clear that the work itself can be seen as a direct representation of the artist as a 
“thinking/feeling being,” evidenced in the overall process and result of their work.69 These 
ideas have highlighted the importance of pushing through resistance or breaks in the order of 
a working method to enable seeing through to a vision of the work; a wholeness that can be 
consciously expressed. While working on Untitled (pushed through) (Fig. 17), an opportunity 
to test these ideas was presented through an unintended accident. It is here in these moments 
of tension in-between knowing, where the art is led by the process of its creation, that the 
potential for intuitive development in the work is most accessible.70  
Similarly Laurence speaks of the creative and expressive potential that lies in the spaces 
between what is known and felt, known and unknown, for both artist and viewer. The studio 
is recognised as a microcosm of the artist’s inner world, a space between the inside and 
outside of her being, which functions as a gathering place where the artist can meld and 
combine experience to discover new meaning and understanding.71 This melding, 
reconfiguring of fragments and traces, is representative of an often unseen process that also 
describes how a person orientates themselves in the world, shaping identity and understanding 
of the self. Like the chosen artists discussed here I also tend towards the creation of art within 
                                                          
66 John Dewey, Art as Experience, p. 16. This also reflects the ‘freedom-constraint dynamic’ 
experienced in artistic process as identified by Nelson and Rawlings in “Its own reward”, p. 217. 
67 Dewey, Art as Experience, p. 16. 
68 Nelson and Rawlings, “Its Own Reward”, p. 231.  
69 Dewey, Art as Experience, p. 16.  
70 When a hole was accidentally torn in the piece Untitled (pushed through) (2014) (Fig.17) while 
working, I was able to respond to the unintended rather than consider it ruined. This accident helped 
me to see through to the other side of the work, developing a more physical engagement with these 
drawings as an expansion into previously unrecognised space and potential.  
71 Emmett, Janet Laurence, p. 8.  
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a structured framework that also allows room for a significant element of chance.72 From 
within this space the artist can reveal and share the unintended.73 As a result, the works can be 
interpreted as a visual representation of conceptual blending and intuitive development or 
response, where it is the interplay between the artists’ known methods and the integration of 
new information or understanding that gives rise to discovery, change and adaptation within 
the work. Artistic process can then be seen as the culmination of the current self as it becomes 
apparent through making. 
Drawing, making and writing regularly has allowed the record and exploration of the overall 
development of the body of work, and its creator, as we have morphed and shifted in response 
to our surrounds. This record has been especially important in being able to reflect on where 
my artistic practice originates. Without continued reflection, this information would have 
been lost in the spread of everything else: the threads that run back through from seemingly 
‘out of nowhere’ intuitive moments would have remained unidentified. The extended 
timeframe in which I have been able to produce this body of work is also significant, not only 
because of the time consuming and handmade nature of my current art, but also in the 
collection, incubation and development of concepts and understanding. 
Within my artistic practice, going out there comes first and is central before coming into the 
studio, where the gathered experience becomes amplified and combined with previous 
knowledge. In this way each element contributes to the whole: space as process; experience as 
process; personal reflection as process. The emphasis on subjective experience in the making 
and interpreting of art also allows for the importance I place on journeys into areas of the 
known and unknown in both a physical and emotional sense. With this, comes the desire to 
physically relocate, to be in environments I feel artistically drawn to, as do each of the artists 
discussed.74 Perhaps we are demonstrating a need for an artistic anchor point to avoid the 
constant pull that would lure us out into Bachelard’s ocean of possibility.75 I recognise this 
                                                          
72 Westcott acknowledges the element of chance and the role of the unintended in relation to the 
moment of seeing a finished drypoint as it emerges from the printing press; a technique that always 
allows the artist an element of surprise in the creative process.  
73 Nelson and Rawlings found that an established individual framework of artistic practice aided an 
artist’s ability to be more intuitively driven and open to unintended  development in their work:  
“…routine is often experienced as providing a ‘holding’ structure that allows the artist to be more 
spontaneous and exploratory in... approach”,  “Its Own Reward”, p. 233.   
74 It is worth noting here that artistic engagement, and the lens with which to view the world such 
engagement creates and inspires, is equally a way of developing a connection to places I do not 
intentionally seek out with the aim of artistic exploration. More and more the distinction blurs as 
artistic identification of process is further integrated into my sense of how I place myself within, and 
reflective of, the world around me. 
75 Bachelard, The Poetics of Space.  Bachelard’s oneiric house can again be useful in understanding the 
unique perspective which defines the centre of self from which we each move out into the world. From 
here, the individual can evaluate what is worthy of attention and perhaps make a space for in the 
internal house.  
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urge within myself, and so it is not surprising that I find it to be an important element of the 
artistic process I engage within. This longing to explore my physical surroundings and beyond 
has also been influential in the approach I take in my internal environment, remaining open to 
the chance of adaptation in response to change and discovery, even if it presents itself as a 
gaping tear to start with. 
Nature is often used as a site for self-realisation by artists, the natural cycles recognised as 
reflective of our own processes of creation and decay. Records of some of the natural 
environments that I have engaged with are shown in the photographs included here (see Figs. 
18 and 19). Although these images are not directly referenced in studio work, they serve here 
as examples of some of the more physical journeys undertaken in relation to this project. It is 
no wonder then that sparsely or unpopulated areas might speak the loudest. Artist and 
landscape can then communicate in a largely unmediated, open way as there is less between 
the experience of place and the conversation that occurs; allowing clarity of mind that can 
then feed into the creation of the work.76 This is especially important to those artists whose 
eyes find natural forms best when they are “simple and pure,” an aesthetic I share with Martin 
and Westcott, in particular identifying with Westcott’s thinking that “from simplicity, the 
mind will create multiplicity.”77 Westcott’s works “relate strongly to... personal ideas and 
emotional responses to various environments,”78 which relates directly with my creative 
process where stripping back allows layered meanings within the art to emerge and a 
“richness of interpretation,” that is present in the work of each of the artists I have 
investigated. 79 Taylor makes the point that Martin and Westcott can both be said to have 
arrived at the grid through the contemplation of nature, and perhaps this is true of both 
Laurence and myself as well.80 
The grid has found a prominent place both as theme and compositional element in much 
contemporary art, and in the majority of the works I have created over the course of this 
project. This can be seen in the piece Untitled (drawn out, pulled together) (2013) (Fig. 21). 
Such grids speak of interconnectivity; pieces that form the experience of a moment through 
linking to the greater whole we are part of and exist within. Challenging the uniformity of the 
mass produced, handmade marks contain an intimate shadow of the maker, a trace often 
                                                          
76 In the detail of Untitled (wet drawing III) (2013) (see Fig. 20), the colours used can be seen to reflect 
elements of the landscapes shown (Figs. 18 and 19). Also evident is the method of dripping ink onto 
wet paper before working it up in layers. This was achieved using the ink dropper as a tool, before 
drawing over the marks using a dip pen and ink, a method which proved much more accessible after 
the trip to Tasmania, as described above. 
77 Westcott, Kim Westcott, p. 10. Following on, she states that “I begin with basics, the dot and the line, 
and allow for complexity to unfold” a process I also identify with. 
78 Westcott, Kim Westcott, p. 11. 
79 Taylor, Kim Westcott, p. 15. 
80 Taylor, Kim Westcott, p. 49. 
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discussed in drawing theory as evidenced in the previous discussion of Martin’s art. The 
viewer must get close to the work to fully appreciate it, as the artist did in its making. 
Perceiving the work is in itself, a process that can also reveal the complex subtleties contained 
in a seemingly simple approach. As Rothko states “there’s more power in telling little than 
telling all,” exemplifying the reasons behind my preference towards work that requires input 
from and leaves room for, the viewer, rather than dictating the interpretation from the 
start.81 It also relates to the aesthetic desire to minimalise and pare back initial responses so as 
not to tie-down too much within the work or restrict the potential for connection outside of the 
self and individual motivations or intention in a specific time. This was a concept that arose 
contemplating the nature and legitimacy of memory and its significance within my creative 
practice after time spent in Tasmania.  
Memory by definition consists of multilayered memories of memories, a consideration that 
also links into the process of aesthetic stripping back that I go through. It is following the 
trace of my own response which is central, providing the fertile ground from which the work 
grows. This is reflected in the progression from the representation of an object to the abstract 
depiction of a response, as “all art strives to simplify, and geometric arrangement is a way of 
doing that.”82 These ideas are strengthened by concepts surrounding the human brain’s 
tendency towards efficiency of understanding and representation, and may also be interpreted 
as a visual expression of the notion of conceptual blending as discussed previously.  
Handmade mark-making sits against the typically mass produced, impersonal nature of a 
commercially driven world, a voice for actions made with care and awareness. The 
communicative potential of pattern is well recognised and is used in my practice in 
recognition of the fact that pattern, “existing long before written language, has the ability to 
communicate something about our perception that is difficult to articulate in words.”83 Often I 
do not intentionally set out to create pattern in a piece, but it frequently emerges as a strong 
element through the process of making, as in the focused lines drawn left to right, top to 
bottom when using a dip pen and ink (see Fig. 22). My recent work and the methods used, 
oscillate somewhere between control and a growing presence of the unintended, which has 
created an interesting tension between the two. The idea that “finding material forms to 
embody poetically this tension between order and chaos is the domain of artists rather than 
scientists,” reflects how artists are well placed across networks of knowledge to respond to 
                                                          
81 Mark Rothko, Writings on Art. New Haven, Connecticut: Yale University Press, 2006, p. 125. 
82 Michael Collings, in the documentary “What is beauty”: directed by Neil Crombie. Broadcast on 
SBS One, November 9, 2013. It is interesting to note the potential contrast to this in the aim of 
communicating with the viewer. As discussed, I am grateful for Martin and others descriptions of their 
work as an entry point to my own understanding, and so recognise the importance of leaving the door 
ajar for the viewer… 
83 Matt Huppatz, “The Future is Now: Songailo’s Short Circuits.” Artlink, 32, no. 1 (2012): p. 49. 
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and within phenomena that may not currently (or ever) be scientifically understood.84 Without 
those who are willing to explore and depict through more subjective, interdisciplinary means, 
this lack would leave us limited in our ability to describe and know many aspects of the 
human experience. 
An increased use and exploration of colour is something that emerged through the process of 
trying to depict my response to a specific place, in both a physical and emotional sense. It was 
then strengthened by the series of wet drawings I completed directly after returning from 
Tasmania, such as Untitled (blue 1) (2013) (Fig. 23), and was expanded further in later 
stitched works such as Untitled (new light) (2014) (Fig. 24). My predominantly 
monochromatic work of the past shifted as I became interested in conveying emotional, 
physical and psychological experiences purely through sensation, while also referencing 
elements or traces of an environment. This extended my artistic palette in much the same way 
as I had been engaging with pattern, evolving through making and communicating on a more 
instinctual level.85 An artistic engagement with process allows for an understanding of the 
wider process of creation all around us.86 This is most successfully achieved when the work is 
created with a quiet, open, responsive mind that seeks not an end, but an experience with and 
within materials and processes. In this sense, art is a means to be in the world, to 
“demonstrate that we have shown up.”87 
The juxtaposition of ideas, comparing, combining, and redefining, was especially relevant in 
the exploration of Laurence’s art, which both invites and enables the viewer to form new 
connections and ways of seeing the often surprising combinations materials, objects and ideas 
that form her installations.88 This was something I also observed in the aesthetic style of the 
Tasmanian Museum and Art Gallery and the Museum of Old and New Art (MONA) in 
Hobart. I came away from the entirety of the trip to Tasmania with a strong sense that an artist 
is in a position to create an experience of a work that is designed to trigger new associations, 
and also a renewed willingness to explore those that had come up in myself. This has proved 
to be influential in my thinking about the final exhibition of the body of work, where I will 
aim to show rather than hide the different methods of working I engage in, as it demonstrates 
                                                          
84 Margot Osborne discussing the aerial sculptures of artist Janet Echelman, “Choreography of the 
Elements: Janet Echelman’s Aerial Sculptures.” Artlink, 32, no. 1 (2012): p. 37. 
85 “Viewing colour”; written and directed by Hugh Piper. In Cracking the Colour Code: Series 1, 
Episode 1. Broadcast on SBS One, April 4, 2012. 
86 Crispin Sartwell, The Art of Living: Aesthetics of the Ordinary in World Spiritual Traditions. State 
University of New York Press, 1995, p. 157. Considering mindfulness, Sartwell writes that “human 
beings... need to reflect in their own making the making that is going on around them.”  
87 Sukey Hughes, “Mindfulness in craft”, Hand papermaking, Winter (2011): pp. 22-26, p. 24. 
88 An exhibition I attended during this project which had a work of Laurence’s, highlighted this 
approach. “Life in Your Hands: art from solastalgia,” exhibition at Horsham Regional Art Gallery, 1 
June -29 July, 2012. Curated by Robyn Daw.  
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a more truthful representation of my artistic approach. This will hopefully provide and create 
a space within which the viewer can contemplate and imagine the associations and 
relationships central in the creation of the work. 
My expanded explorations in the practical work further revealed the possibilities and 
versatility of ink as a medium. It is well suited to capture the subtleties of the artist’s gesture 
and the mind behind it, stretching the breadth of this investigation. At times, ink has been 
used in a highly controlled way such as in the stitched drawings, where my focus has been on 
the careful creation of repeated forms, as in Untitled (new light) (2014) (Fig. 24). Within the 
spread of marks made over the course of this investigation there is also a depth of exploration 
that captures the engagement with an object in its physical state and the emotional 
environment that it both creates and exists within, as in the initial rock drawing Rock study I1 
(2012) (Fig. 25). In contrast to these comparatively methodical approaches, I have also used 
ink in my attempt to make visible abstract moments that reflect nothing recognisable and yet 
encompass the whole experience of a moment, as in the stitched and wet drawings. Paper, a 
highly responsive material, is not only an ideal substrate when working with ink, but the 
inherent fragility and strength that comes from its composition as an interwoven network of 
fibres, suit both the practical and theoretical components of this investigation.  
The stitched drawings explore a need to seek out the unknown. In some pieces this is reflected 
in the way I undertake the making without a clear vision of what the end result will be, 
leaving room for the unintended; allowing engagement with materials and practical processes 
to lead development. Emerging as a more travel friendly working method than ink, these 
stitched drawings have since become central to both the development of the body of work for 
exhibition, and the exegesis which aims to illuminate aspects of my practice. In these works I 
am consciously incorporating techniques that remove me from elements of decision. In a way 
it is planning for the unplanned, leaving room for the unintended to creep in, thereby 
hopefully capturing some of the ever present tension between order and chaos within my art 
making process. The contrast between the front and the back of these drawings is reflective of 
the urge to acknowledge a relationship between different dynamics as described above. In 
each of these pieces, the stitches of thread are a binding between myself and the moment in 
which it is made, a link between one moment and the next, whether consciously realised in 
the gesture or not: a conversation between myself and the landscape of my external and 
internal environments. These stitched works also engage with the notion of a multilayered and 
subjective reality as they are a physical expression of the limited perspective and experience 
of human existence. However much can be seen from any one angle, the viewer (as was the 
artist), is at most aware of the presence of what is hidden. 
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Building up the surface with layers in a largely unplanned, intuitive manner within a 
structured framework of practice in the way Westcott does, is an approach I can relate to 
within my artistic process. The line is always in a state of movement, through a moment in 
time, present as it is made but always leading back and simultaneously ahead. This movement 
is reflective of the processes involved in making and the physical perception of art. Emily 
Brady notes that “the concept of the horizon thus denotes not a fixed limit to perception but 
an invitation to go further;” inherent in any consideration of perception, horizons “make it 
possible to perceive more than what is directly sensed.”89 This adds to the ideas surrounding 
the artistic use of patterns and grids in contemporary art practice as a way to acknowledge 
notions of duality and the flux of reality; the ebb and flow. Adding/subtracting, 
revealing/concealing, the wearing down of one part in the construction of something new; 
these natural cycles which I recognise as a metaphor with which to place myself in the wider 
web of existence. 
I have come to realise that travel, or the exploration of place in the creation of both physical 
and emotional space is integral to my artistic identity and output. Journeys are a multilayered 
source of recognition and surprise that can then be revealed and understood further in the 
studio work; memories and reflection first, then a new experience in the creation of a piece. 
Therefore, new spaces and the exploration of such can be seen as the fodder of my artistic 
appetite. Be it physical, created or imagined spaces, the significance is in the journey rather 
than any predetermined destination. This project and recent personal history has reinforced 
my belief that getting tied down in the illusion of things being fixed is limiting both 
personally and artistically. By trusting in the engagement with process, the work can then 
flow into regions of growth that were not foreseeable from the original position. 
Working through a journey, while on a journey allows a live feed of experience into the 
development of the work and also interestingly mirrors in a heightened physical sense the idea 
of being inside whilst also moving through and gathering from the world outside, as we do 
each and every day. 90The self building that goes on in-between is reflected in the start and 
end point of the physical journey, a series of marks and traces: an attempt to meet oneself 
somewhere along the way, hoping to see the new in the known. From this comes the feeling 
that being in a physically expanded or new space provides room for an equally expanded 
internal space. With this realisation grows my belief that experience of the new, even if this 
centres on the known, is required to fit in new experiences emotionally; allowing a sense of 
                                                          
89 Emily Brady, “Humans in the Land”, in Conversations with Landscape, p. 7. 
90 This idea is linked to the history of all site specific and plein air artwork creation, demonstrating that 
nothing exists in a vacuum. Although beyond the scope of this research, considering how we are 
moving through the world, affecting and being effected, relates to the work of land artists such as 
Richard Long, see Ben Tufnell, Land Art, London: Tate, 2006.  
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interconnectivity where time is slowed, as in an artwork that invites the maker and viewer into 
a space of contemplation.91 
Somewhere along this road, the focus became not so much on the objects of enquiry but on 
the process of enquiry itself. Looking back, this is reflected by the shift in the body of work 
from the depiction of the recognisable in the rock drawings, to the exploration of the process 
of making self through making art, as reflected in the stitched and wet drawings which engage 
more directly with the idea of mark-making, and then onto the consideration of the expanded 
space realised through the engagement with artistic process, resulting in the piece Untitled 
(hold) (2015) (Fig. 27).92 These concepts were then echoed in the shifting focus of my 
theoretical direction, where my thoughts on creative practice came out of an engagement with 
and reflection on, creative process. The nature of my individual artistic process is shown in 
the included visual diagram reflecting my own artistic process of discovery, development and 
refinement (Fig. 29). Through the trust and commitment to materials and methods seeding 
concepts, ideas became tangible in an identifiably cyclical progression. 
Once a skill or information is acquired, with time and use it becomes an unconscious base, an 
element that can resurface through intuitive modes of development when engaged in artistic 
process. Something learned that once required thought, concentration and logical 
consideration, eventually becomes an unconscious aspect that can emerge and evolve in an 
unintentional way. By making the internal voice one of acceptance rather than rejection, the 
intuitive response is allowed to grow and mature, becoming more refined through trust from 
oneself and dedication to artistic process. It becomes apparent that it is an interweaving 
relationship of objective knowledge and subjective creativity that the artist draws upon, which 
must be refreshed and broadened through exposure to, and engagement with, other ideas, 
work, artists, environments and so on. These elements of experience, if valued, are in turn 
woven into the individual artistic fabric. Through trust in oneself, the intuitive mode of 
development in the process and the resulting work stands as a record of this acceptance in the 
artist. 
These concepts strike me as particularly relevant in my practical work, because of the 
parallels identified between my personal and academic experiences during the research 
                                                          
91 In Tasmania it felt as if time was revealed in the complexity of the natural environment. There was a 
real sense of everything being as it should and could be, lasting despite the ever present flux of the 
environment. This was an appeal I also recognised in my own aesthetic, particularly in those works 
completed after that journey into the unknown, and my interactions with both materials and natural 
environments since then. (See Fig. 26). 
92 I collected the elm seeds that make up this piece around spring in Lydiard Street, Ballarat, on two 
separate occasions, one lot in 2007, and the other in 2013, with no other purpose than to acknowledge 
and hold onto a moment of awareness. This work brings together and amplifies a thread of experience 
between my internal and external environments: then, now, and perhaps into the future.    
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project and the resulting shift in conceptual and material focus apparent in the body of 
creative work.  Objective knowledge meets subjective expression and creativity, culminating 
in an expression of this acknowledgement within myself in the moment in which a mark is 
made. It is a process of clearing, a rearrangement and investigation of space to make, and 
make room for, the new within my work and self. 
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Figure 12. Cody Joy, Untitled (blue grid), 2012,  
ballpoint pen on paper, 23 x 23 cm. 
 
 
  
 
Figure 13. Cody Joy, Untitled (wet drawing 1)  
(detail), 2013, ink on paper, 121 x 80cm.  
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Figure 14. Cody Joy, Untitled (the other side I), 2013, hand-stitched threads on paper, 
25 x 34.5 cm. 
 
 
Figure 15. Cody Joy, Untitled (wet drawing III), 2014, ink on paper, 68 x 68 cm. 
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Figure 16. The process used to facilitate stitching drawings on a larger scale. The work shown in progress is:  
Cody Joy, Untitled (drawn out, pulled together), 2013. 
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Figure17. Cody Joy, Untitled (pushed through) (detail), 2014, 
 ink and thread on paper, 56 x 55 cm. 
 
 
 
Figure 18. Photograph by the artist, Native Australian plant  
Carpobrotus glaucescens. Murray Sunset 
 National Park, Victoria, 2012.  
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Figure 19. Photograph taken by the artist in World Heritage listed  
Tasmanian Wilderness area of cool temperate rainforest in  
Western Tasmania, 2013. 
 
.  
 
 
 
 
Figure 20. Cody Joy, Untitled (wet drawing III) (detail), 2014, ink on paper, 68 x 68cm. 
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Figure 21. Cody Joy, Untitled (drawn out, pulled together), 2013,  
ink and thread on paper, 56 x 56 cm. 
 
 
 
 
Figure 22. Photograph of the artist drawing using a dip pen 
 and ink, 2014. 
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Figure 23. Cody Joy, Untitled (blue 1), 2013, ink on paper, 56 x 56.5 cm.  
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Figure 24. Cody Joy, Untitled (new light), 2014, ink and thread on paper, 38.5 x 48 cm.  
 
 
 
 
Figure 25. Cody Joy, Rock study II (detail), 2012, ballpoint pen on paper, 66 x 56 cm. 
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Figure 26. Photograph of the artist arranging coral at Crayfish Beach, Qld, 2014.  
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Figure 27. Studio photograph of Untitled (hold)  
in progress while installed in studio, 2015, 
 collected elm tree seeds, thread, card,   
20 x 20 x 250 (approx). 
 
 
 
 
Figure 28. Detail of Untitled (hold), showing threaded elm seeds, 2015. 
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Figure 29. Cody Joy, Artist’s individual artistic process, 2015. Emphasis is placed on the 
cyclical nature of the process including discovery, development and refinement. 
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Chapter Four - Conclusion and Visual Outcomes 
This research has strengthened my understanding of artistic process as enabling artists to 
achieve a synthesis between different elements of the self and the wider environments, 
extending, challenging and developing my knowledge and art practice. I have learnt that my 
creative drive and excitement is fed by the discovery of new and as yet unknown spaces; 
internally, externally, conceptually and artistically. This now identifiable cycle within my 
own creative practice continually builds on what has come before, and pushes into new 
regions of understanding for the artist and viewer. 
There has been a growing understanding of artistic process as reflective of the process of self 
awareness. Here, it is the unknown combined with the re-examination and adaptation of the 
known that holds the most potential for exploration and development. This has become 
evident through reflection on the body of work, myself and the dialectical relationship 
between the two, expressed in the direct link that can be drawn between this concept and the 
back and forth motion of stitching through the paper. It is also present in the continued 
development and refinement of the different artistic processes explored, fed by the discovery 
and integration of the unknown both conceptually and artistically. The stitched drawings 
utilise this idea through the seen and unseen nature of working on both the front and back of 
the piece. I have come to realise that the work is often at its best when pushing into uncertain 
territory: it is easy to get too comfortable, which produces a feeling of stagnation both 
personally and in my artistic work.  
Over the course of this investigation it has become increasingly evident that one unintended 
outcome has been the realisation of the significance of art practice in both my recovery and 
reshaping of self following adversity, which in this case took the form of a period of 
significant illness. Considering that I am a visual artist, already engaged with postgraduate 
research, continuing my engagement with art practice was and continues to be, undertaken as 
an integral element of who I am and how I respond to, and within, the world. However, it is 
now apparent that art practice was and continues to be, at least as significant as other forms of 
therapy and rehabilitation, in relation to both healing and sustaining general wellbeing. This 
crystallization is not something I set out intentionally to achieve. In fact, if the circumstances 
from which it arose were offered to me by choice I would never have taken that path, 
(especially since I was already engaged in postgraduate study) and so may never have arrived 
in the space I find myself now. The progression of the project theoretically and in the studio 
relied on a choice that I did have; whether or not to continue my engagement with the 
research into my artistic process despite what seemed like insurmountable upheaval along the 
way. 
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Not only was my art practice equal in significance to conventional forms of therapy, in many 
instances it was therapy in a very real and unintended way. Art was physiotherapy, neural 
reconstruction, and a source of both physical and psychological challenge, adaptation and 
reflection; ultimately creating a space where I fostered a greater sense of flexibility and 
acceptance within and of myself, and the art that I create. This engagement and the focus on 
process - before and above outcomes, before and above illness - created the space in which all 
these potentially overwhelming elements could be reconfigured in a manner and form that I 
could accept and respond both to and with. The resulting artworks are the recognition of these 
moments of acceptance and celebration, and as I move forth in life and in practice, this 
knowledge will continue to anchor and orientate me in a sometimes wildly unpredictable 
ocean of experience. In fact, already flickering, I am now inspired to take these processes 
further and free the drawing from the page, embracing awareness of the expanded space.  
The engagement with artistic process is where a strengthened framework of flexibility and 
acceptance was cultivated and nurtured, giving room for rebuilding and recognition of 
universal process in an ever present state of flux and change. This realisation allowed a return 
to myself and the wider world from within this new space, illuminated by an appreciation and 
recognition of the significance and interrelatedness of both; internal and external, physical 
and emotional.  
Dedication to process as the means for discovery within the work has required a certain 
amount of resilience and adaptability, as is required within my life-world. Over the course of 
this investigation, the increasing ease with which I am able to flexibly respond to shifts in the 
studio work, whether intended or not, is a mindset that has already been of benefit in other 
areas of my life, where an open and responsive approach has broadened both internal and 
external horizons. This realisation strengthens my acceptance of self in its perfect state of 
imperfection, ultimately reflected in the wider process of creation going on both within and 
around all of us, acknowledged in the art that I create. Through the confidence gained in the 
realisation of this adaptation in myself, artistic process as the meeting point between my 
internal and external environments emerged, from which all others could once again be seen.  
Looking ahead, as an artist there is always the desire and intention to communicate the 
experience of, or behind, an artwork with an audience in the hope that they may share or gain 
from the encounter, and this remains my central motivation. But aside from the continuing 
creation, sharing, and experience of artwork, I am increasingly interested in the potential 
scope for others to create their own space for personal discovery through engagement with 
artistic process, opening up an area of potential for future research.  
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I have found over and over in reflection that my thoughts on creative practice come out of my 
creative process. As a practicing artist I am conscious that this occurs in a cyclical progression 
through seeking the unknown, gathering and collecting experience, expression, refinement, 
resolution… then something more, something unknown, usually discovered in the process of 
working, becomes strong enough to trigger a new intuitive response. If given the time and 
space, so the cycle goes again. Art is research. Because of this, I always find that the most 
exciting and productive phase is in the discovery and integration of a new thread, which has 
only been heightened by the understanding gained through this examination. 
The resulting works can be interpreted as a visual consideration of conceptual blending, an 
expression of the moments that make up the subjective experience, revealing intuitive artistic 
development which is realised through a commitment to, and engagement with, individual 
artistic process. It is the interplay between the artists’ known methods and the integration of 
new knowledge or understanding that gives rise to discovery, change and adaptation. A 
meeting point between the self and the rest; materials and artistic intention. The processes of 
creating art and creating self are therefore linked through engagement with artistic process 
and an awareness of the place where all things meet, the work.  
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